The Conserving Conservatory by Bergstrøm-Nielsen, Carl & Frej, Maria
 
  
 
Aalborg Universitet
Det konserverende konservatorium
Bergstrøm-Nielsen, Carl; Frej, Maria
Publication date:
1996
Link to publication from Aalborg University
Citation for published version (APA):
Bergstrøm-Nielsen, C., & Frej, M. (1996). Det konserverende konservatorium. (3 udg.) Foreningen Dansk Musik
Tidsskrift.
General rights
Copyright and moral rights for the publications made accessible in the public portal are retained by the authors and/or other copyright owners
and it is a condition of accessing publications that users recognise and abide by the legal requirements associated with these rights.
            ? Users may download and print one copy of any publication from the public portal for the purpose of private study or research.
            ? You may not further distribute the material or use it for any profit-making activity or commercial gain
            ? You may freely distribute the URL identifying the publication in the public portal ?
Take down policy
If you believe that this document breaches copyright please contact us at vbn@aub.aau.dk providing details, and we will remove access to
the work immediately and investigate your claim.
Downloaded from vbn.aau.dk on: December 26, 2020
Maria Frej: Det konserverende konservatorium
Dansk Musiktidsskrift 6, marts 1996/97, 196-203.
Notes by Carl Bergstroem-Nielsen
Some Danish keywords: komposition, komponistuddannelse, musikalsk tradition, bifag, 
harmonisering, kontrapunkt, musikkultur, kunstnerisk frihed, æstetiske 
problemstillinger, etnologisk analyse, musikeruddannelse, musikkens økonomi, markedet
for musik og musikere, efterspørgsel af musik vs. kunstnerisk autonomi, kuvøse.
An English summary: an analysis of the composition education at the Royal Danish 
Conservatory of Musik in Copenhagen, made on the basis of interviews with students and
teachers. On the one hand, education is offered to individuals by society as a form of 
public service. On the other, it serves a market offering employment options. Criteria 
belonging to these fields differ widely – artistic quality (relying on some consensus) 
versus economy.
This is reflected in the curriculum: the main subject, composition, is taught in one solo 
lesson a week. There is, according to the teachers, complete freedom for students to 
develop exactly their own artistic ideas, as long as they act in a conscious way. The 
other subjects consist among others of historic disciplines, including harmony and 
counterpoint which are seen by the teachers as an important background for composers,
even if those exercises may be completely unrelated to their compositions. 
A consequence appears to be that the freedom for composers studying, though allegedly 
limitless, is in practise limited in such a way as not going too far outside a perspective 
suggested by the historic disciplines and the current practise of the institution. There is 
no activity suggesting, animating or motivating students to look elsewhere for 
inspiration. Teachers, on their side, may feel that students are too passive when it 
comes to debates on compositional and aesthetic topics.
This begs the question why students then do not rebel against the conservatism. 
Students say that they would prefer a more updated structure, but they generally accept
things as they are, also some who do have a background differing from classical music, 
for instance in jazz. They take a pragmatic attitude and tend to think they can handle 
the situation by later forgetting about the exercises they have gone through and find a 
personal expression. They also emphasize that they expect the education to be useful 
for them because it initiates them to the social sphere of composers and the functioning 
of music culture. They acquaint with teachers who are themselves part of the 
conservatory culture as well as of concert life. Additionally, they meet musicians, 
concert arrangers, organisations, institutions and audiences. They thus become trained 
to become part of the new music culture and, ultimately, to become accepted within it. 
Some students, especially younger ones, express irritation at the seeming nescessity of 
these mechanisms, although they are of course hoping to become future active 
composers.
Teachers tend to view the composition education as a protected place, a sanctuary 
outside the hard realities of concert life. Students do not share that point of view, and 
the author presumes that anxiety about giving up a basis for evaluation and grading 
may play a role in upholding it, which may unconsciously contribute to justify the schism 
between historical issues and current issues related to students' compositions.
It is concluded that there is a need of innovation in which students could well play an 
active role.
Dansk resumé:
En analyse af kompositions-uddannelsen på Det Kgl. Danske Musikkonservatorium i 
København, baseret på interviews af studerende og lærere. På den ene side er 
uddannelse noget som samfundet tilbyder individerne som en public service. På den 
anden side betjener uddannelse et marked som tilbyder beskæftigelse. Kriterierne som 
gælder på disse områder er vidt forskellige - kunstnerisk kvalitet (som beror på en eller 
anden koncensus) versus økonomi.
Det afspejler sig i studieordningen: hovedfaget komposition har én sololektion om ugen. 
Ifølge lærerne har de studerende den fuldstændige frihed til at udvikle deres egne 
kunstneriske ideer, så længe det sker på en bevidst måde. De andre fag består blandt 
andet af historiske discipliner, heriblandt harmonisering og kontrapunkt der anses af 
lærerne for at være en vigtig baggrundsdisciplin for komponister, selv i de tilfælde hvor 
disse øvelser ingen forbindelse har med deres kompositioner.
En konsekvens synes det at være, at selv om friheden for studerende komponister 
angiveligt er ubegrænset, er den i praksis begrænset til et perspektiv som antydes af de 
historiske discipliner og institutionens aktuelle praksis. Der foregår ingen aktivitet som 
kan anspore, animere eller motivere studerende til at finde inspiration uden for dette. 
Lærerne kan på deres side have den fornemmelse, at de studerende er for passive når 
det gælder debat om kompositoriske og æstetiske spørgsmål.
Her må man så spørge om hvorfor de studerende ikke gør oprør mod konservatismen. 
Studerende udtaler at de ville foretrække en mere opdateret struktur, men generelt 
akcepterer de tingene som de er - det gælder også nogle som har en anden baggrund 
end i klassisk musik, for eksempel i jazz. De indtager en pragmatisk holdning og mener 
at kunne håndtere situationen ved senere at glemme de øvelser de har været igennem 
og finde et personligt udtryk. De understreger også, at de forventer uddannelsen vil 
være nyttig for dem, fordi den initierer dem til komponistmiljøet og til hvordan 
musikkulturen fungerer. De studerende møder lærere som selv er dn del af 
konservatoriekulturen og samtidig en del af koncertlivet. Desuden møder de musikere, 
koncertarrangører, foreninger, institutioner og publikum. Således trænes de i at blive dn 
del af den ny musiks kultur og, i sidste ende, til at blive anerkendt og akcepteret i den. 
Nogle studerende, især yngre, udtrykker irritation over at disse mekanismer synes at 
være nødvendige, selv om de naturligvis selv håber at blive aktive komponister i 
fremtiden.
Lærerene har en tendens til at se komponistuddannelsen som et beskyttet sted, en 
kuvøse hvor de studerende en tid kan være i fred for de mere barske realiteter i 
samfundet udenfor. Studerende deler ikke dette synspunkt, og forfatteren formoder at 
ængstelse for at opgive et vurderings- og bedømmelsesgrundlag spiller en rolle 
i dets opretholdelse, hvad der ubevidst kunne bidrage til at retfærdiggøre skismaet mellem 
historiske emner og aktuelle emner der har med de studerendes kompositioner at gøre.
Det konkluderes at der er et behov for innovation hvor de studerende meget vel kunne 
spille en aktiv rolle.
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